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The instrument we now call a cello (or violoncello) apparently developed during the first decades of the 16th century from a combination of various string instruments of popular European origin (especially the rebecs) and the vielle. Although nothing precludes our hypothesizing that the bass of the violins appeared at the same time as the other members of that family, the earliest evidence of its existence is to be found in the treatises of Agricola, 1 Gerle, 2 Lanfranco, 3 and Jambe de Fer. 4 Also significant is a fresco (1540-42) attributed to Giulio Cesare Luini in Varallo Sesia in northern Italy, in which an early cello is represented (see Fig. 1 ). The baroque cello differed in form only slightly from the modern instrument: it had a shorter and slightly more upright neck, a shorter fingerboard, a shorter and thinner bass-bar, a thinner sound post, a lower and differently shaped bridge, and usually no end-pin. Shape and measurements of the resonance box were not standardized until around 1707-1710, when Antonio Stradivari decided on a medium length of 75-76cm. Before that time instrument-makers made mostly larger cellos (77-80cm). In the 18th century, however, some violinmakers still made larger types.
The term "Violoncello" was first used in Italy in 1665 in a printed edition of Giulio Cesare Arresti's Sonate A 2.& a Tre Con la parte di Violoncello a beneplacito. Op. IV. Before that date, and indeed for quite a long time after, such terms as basso da braccio, violone, violone da braccio, violoncino, and bassetto viola indicated the instrument of the bass part, if any was specified. In France the name Basse de violon was more uniformly used until c. 1710, when the Italian term (and instrument) appeared; then we encounter the terms violoncel(le), violon de chelle, (petite) basse des Italiens, or basset.
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In a similar way violoncello was adopted in England at the beginning of the 18th century to replace the bass violin. In German-speaking countries the situation is more confused; Italian terminology such as Bassa Viola, Viola da Spalla, 6 Bass Viol de Braccio, 7 or Violoncello was adopted, as well as such translations as Bas-Geig de braccio? Violonzell, Bassetl, or Bassette.
The Sixteenth Century
No parts written specifically for bass violin survive, but from iconographical sources and written indications 10 it is possible to reconstruct that the instrument was used exclusively in popular contexts (in contrast to the more noble instruments of the viola da gamba family) such as processions and dance music for weddings, village parties, fairs, etc.
11 Tuned in fifths (generally if-F-c-g ), the instrument was played seated or standing and was held between the legs of the player on the floor or on a stool, or supported with a strap over the shoulder (in processions). Since the instrument needed to be partly supported by the left hand, the fingers were placed obliquely on the strings, and fingering was purely diatonic, as it was for the other violins as well. Bowing technique was rudimentary, and both underhand and overhand grips appear in iconographical sources.
The Seventeenth Century
The first documented use of the basso da braccio was in Monteverdi's Orfeo in 1607, in which another tuning C-G-d-a (described by Gerle in 1532), seemed more suitable to ensemble playing. In Italy as well as in Germany (Praetorius) this last tuning became standard, whereas the lower tuning was kept in use on the large English and French Basse de violon (see Fig. 2 ). 12 The most acute problem during most of the 17th century is the choice of instrument in Italian and German music, especially when violone is mentioned. In general this term was used to refer to the whole viola da gamba family in Italy during the 16th century. Toward the second decade of the 17th century the viols went out of fashion in Italy, 13 10 (1993), 177-83, and 11 (1994) , 5-12 for further details and sources on the violin family in the 16th century. 
The question is: is the violone a bass (8') or a double bass (16') instrument? Bonta suggests that between 1610 and 1680, the violone was a large cello strung with four gut strings which, because of their lesser sound qualities, required a bigger instrument. 15 Thanks to a Bolognese invention of the 1660s, the silver-wired gut strings-thinner strings with a higher tension, giving the instrument a clearer tone-the shorter type called violoncino offered more satisfying sound performances; from then on it was named violoncello, and gradually superseded the large cello (first in Bologna and later in Rome and elsewhere). The term violone was then used exclusively for a 16' instrument of the viola da gamba family, whereas contrabbasso designated a cello-shaped four-or three-string double bass. Recent research, however, has demonstrated that this interesting theory cannot be maintained as a general rule. 16 A possible solution could be to accept that in some cases violone can indicate a large bass violin (especially in chamber music and most often in Rome), but that in other cases it can be a double bass viol (e.g., in church music) or even a third type of instrument, perhaps Banchieri' See Figs. 3, 4, 5) . In a few cases, violone could even refer to a regular bass viol (D-Gc-e-a-d') . Moreover, it now seems that bass parts were only rarely-except in large-scale church music-doubled on the lower octave (16') during the 16th and most of the 17th century. Large RZGOLA PER ACCORDARE
Concerto di yiole dn Qatnbd. Once the bass violin was more regularly played in theaters and churches, and less in processions or in dance music, the support of the thumb was no longer necessary to carry the instrument, allowing more mobility to the left hand and thus some greater virtuosity (e.g., the violone part in G. P. Cima's 2 Sonate in the Concerti ecclesiastici, Milan, 1610). No fingering methods from the 17th century are available, but Mersenne unequivocally indicates the similarity in technique for all the instruments of the violin family: fingering is still diatonic (0-1-2-3), and bowing is overhand, which we can deduce from Mersenne's instruction that "on every first note of a measure, the bow should be pulled downwards." 19 His note on trills is also very useful: "One should use as many bow strokes as the trilling finger hits the string," 20 whereas he recommends "to soften the string by slightly shaking the finger closest to the one that holds the note on the string," in other words a sort of a flattement. In Italy the earliest indication is to be found in Zannetti, 21 in which regular musical notation on staves is juxtaposed with tablatures for the four instruments of the violin family. Conclusions on technique are identical to Mersenne's and also to Bismantova's. 22 In this last treatise, the author provides some interesting bowing rules. As he states that they "are the same for the cello as for the violin" (p.
[120]), we notice the rigorously observed rule of downbow on the downbeat. Although theoretical works still suggest a completely diatonic fingering up to the beginning of the 18th century, 24 the music itselfagain, after the introduction of the wirewound strings in Bolognaindicates a much more advanced technique. The hybrid diatonicchromatic fingering technique, i.e. the modern cello-technique, was according to Corrette, 25 introduced in France by Giovanni Bononcini (in Paris in 1733), who had studied the instrument with his father Giovanni Maria and with Domenico Gabrielli in Bologna. Gabrielli, or even his predecessors in San Petronio (Giovanni Battista Vitali and Petronio Franceschini) might have been one of the first cellists to make a generalized use of the new technique in which the four fingers were put perpendicularly on the string, and a half tone apart from each other. This allowed these first violoncello players to introduce frequent position shifts, double stops, chords, virtuoso ornamentation, fast scales, more passages in the high range (e'-c"), tremolos, batteries, slurs, arpeggios, and skipping over two strings, to their technique. Giuseppe Jacchini was particularly famous for the way he accompanied singers in their recitatives: he seems to have made broad use of chord and melodic ornamentations in his continuo parts.
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By the end of the century tuning was almost standardized to C-G-da, although a performance of Gabrielli's 7 Ricercari will be easier on a cello tuned C-G-d-g (otherwise many chords, e.g., c-e-g, are not realizable). Later on, this way of tuning the instrument became more marginal, since it was designated as scordaturaP On the use of five-string cellos, no documentary evidence is left from the 17th century. Mattheson 28 mentions five-string cellos, but he obviously is referring to the violoncello piccolo (C~G-d-a-e') 
The Eighteenth Century
Very soon after the innovations made by the first cellists in Bologna, other Italian musicians popularized the instrument elsewhere in Italy and throughout the rest of Europe. In France the introduction of the new violoncello (as opposed to the old basse de violon) was a real threat to the existence of the bass viol. It generated an important controversy, culminating in the publication of Le Blanc's pamphlet, 30 which was promptly answered by Corrette's cello method (1741).
In this earliest systematic treatise on how to play the cello, Corrette first describes how to hold the instrument (see Fig. 6 as opposed to Fig. 7) . ,
The cello must be placed between the calves of the legs. Hold the neck with the left hand and slant it a little to the left side and hold the bow in the right hand. See that the instrument does not touch the ground, since that would dampen the sound.
No endpin is to be used, although some theorists recommend it for beginners. 32 For the bow grip, Corrette (see Fig. 8 ) recommends three different violin-related ways, even if cellists like Martin Berteau (originally a viol player) kept using the underhand grip (see Fig. 9 Corrette describes fingering in chapters IV to VI, still showing an old diatonic system (0-1-2-4), although he mentions "another Position" (in chapter XIV), which is the modern 0-1-2-3-4 chromatic fingering. This system was used by the Italians (see Fig. 10 ), but Corrette does not really recommend it, since it is also the standard viol fingering! Totally new is his description of the thumb position. This technique was certainly used by virtuoso cellists before 1740; for example, in Lanzetti's Sonatas Op. I (1736) the use of the thumb is indispensable (range C-a "), a technique which he himself later codified in his undated Principes. 33 Developed more and more as a solo instrument during the 18th century, the cello was still largely used as a continuo string bass. If Quantz still forbids cellists in 1752 to embellish or to play chords in a bass part, it certainly means that most of them did so whenever they could, according to the tradition initiated half a century earlier by Jacchini. Thus the practice of playing chords, especially in recitatives, is certainly something that modern baroque cellists should do. Moreover, Baumgartner 34 writes that in a recitative the bass note should be "relatively loud" and the other chord notes should be "slightly touched,"
35 which also implies that the bass note was rarely played in its full written length. In an appendix he gives a method concerning how to play chords on the cello, even when reading only the figured bass.
•" Cf. Salvatore Lanzetti, Principes ou VApplication de Viotoncelle par tous les Tons (Amsterdam, c. 1760?).
•" Jean Baumgartner, Instructions de musique, theorique et pratique, a I'usage du Violoncello (The Hague, c. 1774). ChapUrcXIV. 
